In both Europe and America the studio ceramist, as distinguished from the industrial artist and craftsman, personifies a youthful movement in an age-old art. Working independently but keeping himself informed of foreign and domestic trends through exhibitions, lectures, and periodicals, together with craft organizations and travel, he has taken the measure of an evolving international style. From this he has borrowed and to this he has contributed, selecting and trans-. . n . .
The Syracuse Museum of Fine Arts initiated in I932, in memory of the local potter Adelaide Alsop Robineau, a series of traveling exhibitions which have given periodic encouragement to American ceramists. The current showing marks a milestone: it is the twentieth of the series and it is international in scope. The guiding hand in assembling the material has been that of Anna W. Olmsted, Director Emeritus of the Syracuse Museum, whose name has become synonymous with this sequence of Ceramic National exhibitions. . This is illustrated by their success with lusterware which nourished the eye with metallic accents, their dexterity in creating openwork designs, and their ability to arrest the play of light with subtle relief decoration. With all this, they retained colors that were essentially their own, combined with a freehand quality that often belied the molds which imparted the form to their vessels.
The sense of inspiration from afar will be felt by visitors to the present exhibition. One familiar with traditional ceramics will recognize continued indebtedness to ancient forms and techniques, and may discover fresh solutions to the potter's eternal challenge that of finding the proportions, the colors, and the decoration most The first general impression one receives is that mellowness of tone and preoccupation with texture are characteristics shared on an international scale. A pervasive sobriety is due in part to the increasing popularity of stoneware over ordinary earthenware. In the less refined earthenware, there has long been a temptation to conceal the crudeness of the material with a masking coat of colored slip or glaze; in stoneware, on the other hand, one observes a desire to permit the improved color and texture of the "body" to assert themselves.
The rise of stoneware is a sign of greater technical proficiency. As a medium, it is vastly superior to the common clay of our flower pots and other low-fired wares. Because it can stand much hotter temperatures in the firing kiln, stoneware develops a close-knit texture that makes it virtually impervious to liquids. Therefore it can be left unglazed, as it was in the early eighteenth-century Dutch teapots of Arij de Milde, and as it is in numerous pieces in the exhibition. Alternatively, it can be glazed by the simple expedient of throwing rock salt into the kiln during the firing. This was done to the fine old drinking vessels of sixteenth-and seventeenthcentury Germany, which exhibit browns and grays close to those of modern stoneware. The practice of salt glazing is, however, more closely associated with the European past than present, for today the feldspathic glazes of Far Eastern origin are custornarily used.
Along with the use of stoneware goes a predilection for wheel-turned vessels, particularly slender tubelike forms. Such attenuated vessels represent an influence from another source which has been pioneering in design in recent yearsScandinavia. Tapering vases and willowy bottles provide a striking departure from the more cozily rounded jars and bowls of conventional 
